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A S F I L M, videos, and telecasts play an ever-larger 

rLole in our experience of opera, directors' visions 

have an ever-greater impact on our perception of the 

works they film. The techniques and resources of cin

ema, such as special camera angles and perspective, 

filters, outdoor settings, cuts to locations other than 

the ones where the action is taking place, and flash

backs, add new dimensions to familiar pieces. And 

because they have absolute control over where the 

audience looks at every moment, film directors (to a 

far greater degree than stage directors) become 

"authors" of the operas they film. It is appropriate, 

even necessary, to say "Losey's Don Giovanni" rather 

than "Mozart's"; "Syberberg's Parsifal" rather than 

"Wagner's"; "Zeffirelli's La traviata" rather than 

"Verdi's." There's an ambivalence in this gesture, as if 
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we need to acknowledge the director's creative impor

tance-his authorship-while at the same time insist

ing on a difference between the director's opera and 

the composer's. 

Most directors of opera-films have taken the 

distance between composer's texts and their own as an 

opportunity to interpret familiar plots. Joseph Losey's 

Don Giovanni (1979) and Francesco Rosi's Carmen 

1. Zeffirelli's treatment of (19 84) emphasized class tensions; Hans-Jurgen 
the music in Otello is . . 

equally heavy-handed; Syberberg filled h1s Parsifal (1982) wIth images evok-
there are numerous mu~ical ing National Socialism and the Nazi cult of Wagner; 

cuts, the most egregIOus 
being De,sdemonis Franco Zeffirelli made Verdi's Otello (1986) a struggle 

, "Wi,llow Song," Seethe between Catholicism and paganism by interpolating 
d,SCUSSlOn and works cited 

in Marcia Citron, Opera on images of crucifixes and cauldrons. l The translation 
Screen (New Haven: Yale from theater to film has also inspired many directors 
University Press, 2000), •• • 

69-III. On Rosi's Carmen, to play lfomcally wIth performance space and the fact 
see H, Marshall Leicester, of musical performance itself Thus Ingmar Bergman's 

"Discourse and the Film . 

Text: Four Readings of The Magic Flute (1974) shifts back and forth between 
Carmen" Cambridge Opera 1 d " h . 11" . d , ' I () scenes p aye t eatnca y on a proscemum stage an 

Journa 6, no, 3 1994: 
266-282 and Susan scenes filmed in "realistic" (i.e., cinematic) space. The 

McClary Georges Bizet: ~ /{ . Dl 1 . 11 11 . h 1: 
C ' (C b 'd lvlagzc rtUte a so occaSlOna y ca s attentlon to t e lact armen am n ge: 

Cambridge University that characters are singing, a strategy pursued more 
Press, 1992), 13 0 - 138; on ' 1 ( d 1 1 fi 11 ). S b b 'n :£! 

D G' ' J consIstent y an ess pay u y In Y er ergs rars1:Ja , on wvanlll, see eremy 

Tambling, "Losey's with its deliberately poor lip-syncing, Michael Powell 
'fenomeni morbosi': Don d . b '7' I ,/, lJ,~ ( ) 

Giovanni," in Opera, an Emenc Press urger s la£es oJ nOJ),nann 1951 , 

Ideology and Film (New which overlays several of the major arias with ballet 
York: St, Martin's Press, d h' .., 1 

1987),159-175, sequences an sets t e vlewer splnnmg m a mae strom 
of different cinematic and theatrical spaces, renders 

2. See Lesley Stern, "The . 1 1: . 1 d' . 1 'fi . 12 
Tales ofHoffinann: An mUSlCa penormance entire y, lzzymg y art! Cla. 

'Instance of the Operatic," What all these opera-films have in common is a 
in Between Opera and .. ,. . . 

Cinema, ed. Jeongwon Joe specific kmd of SOphlStlCatlOn-an expectatlon that 
and Rose Theresa (New the viewer will already know something about the 
York: Routledge, 2002), 

3n7. opera being filmed and about the conventions of 
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opera itself. They are artworks in their own right, but 

as glosses on earlier artworks belonging to another 

genre and medium they also demand a certain degree 

of familiarity with the canon and codes of their oper

atic "pre-texts." 

Franco Zeffirelli's first opera-film, La traviata 

(I982) would seem to be an exception to this rule, for 

here the director seems to demand of his viewer no 

more sophisticated response than Cher's summary of 

La boheme in the movie Moonstruck: "Beautiful-sad. 

She died."3 Perhaps the most immediately engaging of 

filmed operas, La traviata is also the one that seems 

least interested in critiquing its operatic source. Its 

na'ive tone may account for the scant and negative 

treatment accorded to the film in scholarly studies of 

filmed opera. Marcia Citron, who calls it a "costume 

drama," finds its emotionally manipulative sentimen

tality distasteful, and indeed Zeffirelli's unrelenting 

focus on Violetta's travails would be at home in those 

most modern manifestations of the sentimental, soap 

operas and tear-jerking "chick flicks."4 In addition to 

obsessive close-ups on the pale cheeks and haunted 

eyes of his leading lady, the director piles on visual 

motifs-frames, caged birds, cut flowers, and above 

all mirrors-that emphasize her vulnerability and her 

trapped condition. These visual elements are the focus 3. Moonstruck, written by 
. , " John Patrick Shanley and 

of Jeremy Tambhng s I987 essay Between the directed by Norman 

Spectacle and the Specular," the only sustained study Jewison, 1987. 

of the film.5 Tambling's analysis is driven by resent- 4. Citron, Opera on Film, 

ment that Zeffirelli has employed his formidable tech- 61, I. 

7I 

niq ue and visual imagination to beautify and natural- 5. Jeremy Tambling, Opera, 

ize Violetta's tragic-feminine-victim status rather than Ideology, and Film (New 
York: St. Marrin's Press, 

to criticize the ideology that traps her in that role. 1987),176- 193. 
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According to Tambling, the film tacitly asserts that 

suffering is the essence of love; Violetta the essence of 

woman. Tambling wants the director to intervene, to 

be skeptical about Verdi's bourgeois account of 

romantic love, the family, and femininity, but all 

Zeffirelli's interpretive devices, such as colored filters 

and visual leitmotifs, underline rather than interro

gate the opera's politics. For Tambling the film fails on 

the very terms on which it succeeds, in that its beau

ty, technical sophistication, and compelling natural

ism all serve the opera's sexual and social politics, 

where a bolder director might have challenged them. 

Tambling considers Zeffirelli's film a reading of La 

traviata, but not a critical one. Without disagreeing 

with Tambling's conclusion, I would nevertheless like 

to offer another, less pessimistic view of the relation

ship between La traviata's style and substance, and to 

suggest that the visual and emotional excess of at least 

one climactic scene opens up a space for critiquing the 

film's prevailing tone of immediacy, inevitability, and 

naivete-that in the finale of the Act 2 party scene the 

film becomes "sophisticated," as it were, in spite of 

itself 

The same naturalism that offended Tambling 

is perhaps the secret of the film's appeal. La traviata is 

instantly recognizable as a "real movie"; unlike 

6. The same might be said Bergman's Magic Flute, Powell and Press berger's Tales 
ofRosi's Carmen, but the of Hoffinann, or Syberberg's Parsifal, this opera-film 

abundance of dlegenc d k h" 6 Th 
music and musical oes not seem to now t at It IS an opera. ere are 

performance in Carmen almost no allusions to the proscenium stage, and the 
makes a "theatrical" tone 

inevitable; Carmen's mise-en-scene is conventionally beautiful, without 
characters carry their stage such alienating devices as mask-like make-up or 

with them wherever they 
are filmed. bizarre wigs. The acting is naturalistic and Zeffirelli's 
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camera gIves the VIewer access to every emotional 

nuance that crosses the actors' faces. Above all, 

Zeffirelli naturalizes the opera's most artificial ele

ment: the singing. He goes to great lengths to elimi

nate the potential longueurs of watching people "just 

sing": when Violetta's guest depart after the Act I 

party scene, for example, their farewell chorus 

becomes a mere soundtrack accompanying an elabo

rate exterior shot of people leaving the house, raising 

umbrellas against the rain, hailing carriages, and walk

ing or driving away. La traviata suggests that the con

ventions of Hollywood are incompatible with the 

conventions of Italian opera with regard to temporal

ity: while both narrative film and opera manipulate 

the unfolding of time for an audience, opera's habit of 

subordinating visual interest and dramatic motion to 

lyrical expression resists translation into the over-

73 

whelmingly visual language of movies.? It seems that 7. One might expect the 

11 ' L . d two modes of stopping a owmg penormers-even opera smgers-to o. 11' C 
time to mutua y relfilorce 

nothing but stand and sing would constitute a betray- each other, as when the 

1 f fil d . d' h operatic convention of a 
a 0 m as a ramatlc an narrative genre, t rea ten- reflective tableau is filmed 

ing to render the opera-film indistinguishable from a in its visual equivalent, the 

'd C b d freeze-frame, but such is concert VI eo or Great Perrormances roa cast. not the case. We may see 

Zeffirelli diligently avoids such moments this effect in the Act 3 

h . 11 b l' dd' sextet in Jean-Pierre 
throug out La travIata, usua y y supp ymg a 1- Ponnelle's television 

tional visuals under passages of predominantly musi- production of Le Tlozze di 
. Figaro, where the director 

cal mterest. For example, he transforms the Prelude freezes the image of the six 

into a soundtrack for a miniature silent-film involving characters in mid-song as 
.. . . . they launch into the final 

the dymg VlOletta, the batliffs, and a fascmated boy. section. The freeze-frame 

Nor, in Act 2, is it enough for Alfredo to tell us of his converts the utopian scene 
. .,. of reconciliation evoked by 

ebullIent love; we must see It acted out m a senes of the music into something 

pastoral vignettes while Domingo sings De' miei bol- resembling a singing 
. ..... .. postcard, and the effect is 

lentz SpZrttz m VOlCe-over: VIOletta with her cage of absurd, even grotesque. 
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Figure L 

While Alfredo 
sings De'miei 

bollenti spiriti in 
VOlCe-over, we see 

Alfredo and 
Violetta stroll 

down lovers' lane. 

Hadlock Zeffirelli's Traviata 
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Figure 2. 

While Germont 
sings Pura siccome 
un angelo in 
VOlCe-over, we see 
Alfredo's sister 
abandoned by her 
respectable fiance. 



Hadlock Zeffirelli's Traviata 

doves; Alfredo and Violetta rowing down a quiet 

stream; the lovers walking hand-in-hand at sunset 

along a country lane. Likewise Zeffirelli illustrates 

Germont's lyrical description of his daughter, "pure as 

an angel," with a pantomime of Alfredo's lovelorn sis

ter back home in Provence (figures I & 2). This opera

film's prime directive is to compensate for musical sta

sis with visual action. 

There is, however, a significant exception to 

this rule at the end of the second party scene, where 

Alfredo's insult to Violetta sets off a largo concertato for 

full ensemble. Here Zeffirelli's camera serves the stop

time convention rather than resisting it. For the first 

time he keeps the camera on the singers, treating them 

as an opera chorus rather than a soundtrack, and 

makes everything but the dangling strands of confetti 

stand still, creating a dream-like pace and style. He 

pulls back from the close-up range that has dominat

ed the film, viewing the scene with unprecedented 

detachment. This is one of only two scenes in which 

he lets the camera take flight, rising serenely above the 

action. 8 The slow elevation of the camera is visually 

equivalent to the musical largo concertato, pulling 

away from individuals to take in the totality. The 

resulting emphasis on music qua music, together with 

the long perspective, high camera position, slowly 

revolving motion, and de-individualization of charac-

. . ters, all intensify the psychological quality of this 
8. The first time was In h" 

"Sempre libera," where the frozen moment (figure 3)· For t IS scene, Zeffirelh 
high camera surveys abandons realism and narrative drive in favor of the 

Violetta's frantic running . . 
about her apartment, phantasmagoncal and dream-lIke. 

mimicking the motions of The special filmic treatment of this moment 
a trapped bird beating her. . 

wings against the walls. lllvites US to pause and look more closely at the event 



repercussions Fa!! 200I 

Figure 3. 
The "frozen 
moment" of the 
Act 2 finale 

11 
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Figure 4. 
Alfredo's insult 
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figure 5. 
Germont pere's 
unexpected 
appearance. 

79 
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that preClpltates It, beginning with Alfredo's insult 

and his father's appearance among the horrified guests 

(figures 4 & 5). Germont's appearance is not only 

unexpected but also logically improbable: what is the 

respectable provincial paterfamilias doing at Flora's 

orgy? Conscientious directors may rationalize this 

moment (for example, by having Alfredo leave the 

invitation on the table and Germont read it before his 

exit), but nothing can mitigate the shock of 

Germont's turning up among the gypsy dancers, cour

tesans, and gamblers. Furthermore, having ventured 

into the despised demimonde, he instantly aligns him

self with the courtesans and their clients, sharing their 

outrage at Alfredo's behavior. Although his purpose in 

going to the party was presumably to rescue Alfredo, 

he ends up defending Violetta. These incongruities 

can be partially explained on practical grounds. Italian 

operatic convention demanded that Verdi and his 

librettist Piave craft a central finale with strongly con

trasted emotions and individuals silhouetted against 

the crowd, culminating in a static momento di stupore. 

The baritone simply had to be included in this finale, 

requiring Germont pere to show up in the very last 

place we'd expect to see him. Such a pragmatic expla

nation is given weight by the fact that Germont's 

presence in the scene is original to the opera, occur

ring in neither the source play nor in the novel on 

which that play was based. But in addition to con

forming to the exigencies of operatic dramaturgy, the 

Act 2 finale serves as a culmination of Verdi and 

Piave's fundamental rethinking of the narrative trajec

tory of La dame aux cameiias, a rethinking with which 

Zefurelli proves to be entirely in tune. 
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The central event of the scene-Alfredo's 

insulting "pay-off' to Violetta-occurs in all three 

texts, but the context of that event and the response 

of witnesses to it changed from version to version. In 

Dumas' novel (1848), the estranged lovers Armand 

and Marguerite meet several months after their sepa

ration. Although the embittered Armand has been 

tormenting Marguerite by flaunting his expenditures 

on a new, younger mistress, Marguerite comes to him 

when he summons her and stays the night, saying 

with a martyr's resignation, "Do with me what you 

will." The next day Armand delivers his final gesture 

of revenge, sending Marguerite a sum of money and a 

note: "You left so quickly this morning that I forgot 

to pay you. The enclosed is your rate for the night."9 

The next day he learns that she has left Paris, and they 

never speak again. Thus the insult in this first version 

of the story was purely private: no crowd of witnesses 

passed judgment on Armand's behavior or defended 

Marguerite. Indeed Armand's insult would not have 

made sense in the courtesans' world depicted in 

Dumas' novel, because the novel's characters are very 

frank about their commerce in sex and money. The 

men do not romanticize the courtesans, but joke 

crudely about their market value and availability, 

while the women are Marguerite's mercenary and 

unsentimental rivals rather than sympathetic friends .. 

Even Armand never trusts his own belief that 

Marguerite is different from other kept women, spiri

tual and capable of love. The women and men in the 
. .. 9. Alexandre Dumas jiiJ, La 

novel do not deny or veil the commerCial baSIS of all dame aux camilias, trans. 

their relationships. David Coward (Oxford & 
New York: Oxford 

Dumas's adaptation of his novel for the stage Universiry Press, 1986), 180. 
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in 1852 retained Armand's insult to Marguerite-his 

reinterpretation of their love affair as prostitution

but altered its dramatic context in a way that softens 

the novel's brutal representation of the demimonde. 

Now the insult takes place at a party, where Armand 

flings his gambling winnings in Marguerite's face and 

calls the other guests to witness that he has paid for 

her favors in full. The play thus transformed Armand's 

insult from a private exchange to a public gesture with 

broader social meaning. By calling attention to the 

"open secret" that all the men present are paying for 

women's favors, Armand hurls his money and his 

cruel jibe in the face of the demimonde's fundamental 

myths of joy and liberation, insisting that free love has 

a serious price after all. But the response to his trans

gression is personal, rather than collective, and its 

tone coolly formal rather than apocalyptic. 

Marguerite's new lover, the Vicomte de Varville, 

rebukes Armand with the understatement, 

"Decidedly, Monsieur, you are a coward." 10 Armand 

is not being morally outrageous in calling attention to 

the economic underpinning of all their relation

ships-merely ill-bred. Nor does Dumas let Armand's 

gesture resonate for long, for the Vicomte's rebuke, 

accompanied by a light slap that wordlessly challenges 

Armand to a duel, brings down the curtain. Varville's 

insult, which conforms to the codes of gentlemanly 

behavior, balances Armand's gauche outburst and 

restores the social equilibrium that Armand has 

momentarily disturbed. 
10. Alexandre Dumas jils, 
La dame aux camelias, Acr In the opera, Alfredo's gesture of throwing 
4, scene 7, ed. Roger j.B. money at Violetta again names the "open secret" that 

Clark (Oxford: Oxford 
University Press, 1972), 193. has ruled the action so far, but in this extremely sen-
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timentalized representation of the courtesans' world, 

the unveiling of that world's economic basis is met 

with a newly solemn and expansive response. Not 

only the Vicomte but the whole crowd responds to 

Alfredo's violation of this taboo, closing ranks against 

him to express outrage at his unchivalrous behavior: 

"You've wounded a noble heart!" In this choral out

burst an entire society draws together to protect its 

shared self-deception: that their milieu is about pleas

ure, about women freely and generously bestowing 

their bodies and hearts, rather than sordid sex-for

money. As in the play, this moment shows how thor

oughly Alfredo has failed to master the codes that gov

ern relations between the courtesans and their clients. 

His behavior has been a series of blunders from begin

ning to end: when he treated Violetta with respect and 

love in Act I, her friends had smirked at his naivete, 

and now he shocks them by dropping the mask of 

light gallantry. But the significant difference in the 

opera is the fact that Alfredo's violations of the code of 

the demimonde now also offend against the bourgeois 

values embodied in his father. The father, the outsider 

and antagonist, takes the Vicomte's place, rebuking 

Alfredo's transgression. By introducing Germont at 

this moment, the opera broadens the scope of the 

chorus' collective outrage, in that Alfredo's insult 

incurs the wrath not only of Violetta's world, but of 

his own world as well. Unlikely as it may seem, the 

respectable world embodied in Germont now adds its 

voice to the demimonde's condemnation of Alfredo, 

whose offense is no longer against a social group, but 

against a universal precept: "no man insults a woman." 

Germont has become a super-ego figure, the 
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embodiment of a law that crosses all classes and social 

groups, and his entrance, in all its illogic and surreal

ism, inspires Zeffirelli's most fantastical treatment. In 

the theater, Germont's unexpected appearance poses a 

staging challenge, because it happens in the midst of 

such complex and fast-moving events that it can be 

difficult for the audience to process. A stage director 

must part the busy and colorful crowd, pull our gaze 

away from Violetta and Alfredo, and focus attention 

on Germont strongly enough that we will see and rec

ognize him instantly amid all the other visual ele

ments competing for our attention. Zeffirelli's camera 

eliminates all possible distraction and confusion with 

a slow zoom on Germont, and the tight close-up real

izes the full psychological weight of this moment, 

with the stern father appearing as if out of nowhere. 

The film emphasizes Germont's role as the imperson

al voice and face of the Law, giving his mask-like face 

an iconic quality as severe as his gravely chanted 

rebuke. 

Zeffirelli thus endorses the opera's presenta

tion of Alfredo's transgression as something far 

beyond a social gaffe: worse than airing one's dirty 

laundry in public, worse than insulting a woman, 

worse even than dropping the mask of politesse. 

Having offended against a transcendent moral law, he 

is unwelcome everywhere. In this moment Alfredo 

ceases even to be himself, his father's son: "Dov' e mio 

figlio?" Germont asks sorrowfully. What crime could 

incur such punishment? How is it that the same soci

ety that had previously mocked or rebuked him for 

seeing Violetta as an appropriate love-object, now 

turns on him for not recognizing her right to be loved 

and revered? 
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opera, the moment that decisively lifts Violetta's story 

out of the realm of popular romance into that of myth 

and religion. The libretto has been hinting at this 

transformation from the beginning, with its language 

of cross, sacrifice, and renunciation; the largo's music, 

too, has a sublimated religiosity, with its angelic 

soprano soaring above a chorus that bears her along 

on her Via Dolorosa. Zemrelli takes this concertato 

finale as his opportunity to make explicit the mythic 

subtext of the sentimental romance plot. His depar

ture from the realistic mode emphasizes how this 

scene temporarily lifts all the characters out of their 

personal dramas into something more abstract. Every 

element of the film's mise-en-scene underlines the 

scene's grand crypto-religious claims: the candles, 

funereal black, the elevated perspective, the cosmic 

swirl of starry lights against darkness, the solemn faces 

as if in prayer. To ensure that we don't miss this point, 

the scene ends with a shot of Violetta falling supine in 

the spotlight, her visible arm outstretched, the very 

icon of her "croce e delizia" (figure 6 6· 7). 

This would seem to bring us back to Jeremy 

Tambling's complaint that Zemrelli's film not only 

subscribes to the opera's glorification and mytholo

gization of female suffering, but intensifies them to an 

almost unbearable degree-that the film's bourgeois

sentimental misogyny is only that of the opera, but 

more so. But perhaps the very extravagance of this 

scene offers us a kind of loophole. As a calculated 

departure from the film's prevailing naturalistic mode, 

it reminds us that what Violetta undergoes is not "nat

ural" or inevitable but an elaborately constructed 

myth. And while there is nothing parodistic in 
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The universal condemnation of Alfredo 

makes sense if we see that in insulting her he has done 

more than "insult a woman"-he has violated the 

sanctity of a sacrificial victim. The opera's religious 

subtext crystallizes in this scene, which forges a link 

between Violetta's acceptance of martyrdom and the 

new status it brings her. This progress began in her 

encounter with Germont, which had culminated in 

her promise of sacrifice and his embracing her as a 

daughter. There she gave up her hopes of personal 

happiness and life in exchange for respect and honor, 

and in the party scene this deal is being tested and 11. My interpretation of 

sealed. As a martyr Violetta has become worthy of this scene is informed by 
. ' ...•. Rene Girard's analysis of 

unlversal sympathy and respect: she IS lIke a sacnfiClal the scapegoat or sacrificial 

animal that must be treated with reverence on its way victim as the instrument of 
temporary reconciliation of 

to the slaughter. ll Now that she has stepped willingly tensions between social 

toward her own destruction, no one is allowed to be groups; see Girard, Violence 
and the Sacred (BaltImore: 

against her. In the harsher world of Dumas' novel, the Johns Hopkins University 

other courtesans had reacted to her troubles like Press, 1977)· It is 
tan tali zing to imagine a 

sharks smelling blood, laughing at her former lover's critical film of La traviata 

persecutions of her and eagerly assisting in her degra- that would essay a fully 
.. . . Glfardlan readmg, 

datlOn. But m the opera, the fallen woman publIcly exploring the "mimetic 

undergoes an opposite process of sublimation rivalries" between 
, Germont's world and its 

transfigured first into a daughter and now into a saint. dark mirror the 

Although the witnesses do not know exactly what has demimonde, and between 
the VIrtuouS 

happened-for Violetta's renunciation is a secret daughter/sister/wife and 

between her and Germont-they intuitively respect it the courtesan, her abject 
. . . double. The protagonist of 

and treat her wlth the reverence due to a subhme VIC- such a story might be 

tim. Everyone (including, belatedly, Alfredo) responds Alfredo, and Violetta's 
. . tragedy her extraordmary 

to her new aura of sanctlty. The courtesans, then bad luck in being the 

patrons and her former enemy Germont have all object of his doomed 
'. ,.. .. attempt to "rescue" a fallen 

become VlOlettas dlsClples, watchlng m solemn sym- woman by making her over 

pathy her progress toward suffering: her passion. in the image of the 
respectable women he has 

This finale is thus a turning point in the left behind. 
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Figure 6. 
As the concertato 
finale approaches 
its climax, super
imposed shots 
show candles and 
faces swirling in 
the darkness. 
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Figure 7. 
The final shot of 
the Act 2 finale: 

Violetta crucified, 
in soft focus. 

Hadlock Zeffirelli's Traviata 
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Zeffirelli's overblown staging-the director takes 

Violetta's abjection and transfiguration absolutely 

seriously-extravagance like this inevitably teeters on 

the border of camp, most usefully defined as "failed 

seriousness."12 For me, the very grandiloquence of 

Zeffirelli's vision opens a space for skepticism even as 

it exalts Violetta's sacrificial status. On the one hand it 

is splendid, seductive-all that passion and solemnity, 

all those candles! But on the other hand what an 

absurd over-reaction it all is: the unanimity of 

response, the sobbing and soaring, Domingo's tears, 

the abjection in Teresa Stratas' staring eyes and out

stretched hands. The director's stylistic excesses give 

us room to hesitate, to squirm a little at the price 

imposed upon Violetta for the reverence paid her in 

this scene. Between the lofty detached gaze of the 

camera and the frozen moment of the largo concertato 

we may discover the necessary space and time to ques

tion the terms on which Violetta's myth, her passion, 

is constructed-to wonder whether it isn't all a little 

overdone, a bit much. 

12. Susan Sontag, "Notes 
on Camp," in Against 
Interpretation and Other 

Essays (New York: Farrar, 
Straus & Giroux, 1966), 
289. 




